The conversations surrounding 'diversity' in the Anglo-American book publishing industry have increased in recent years, and often centre around the lack of representation of publishing professionals, authors, and characters of colour. This paper contextualises these discussions within British YA, a market that has grown in popularity since 2006. Through an analysis of the corpus of all Young Adult fiction titles published, in the UK, during the 2006-2016 period, this paper will investigate what percentage of the titles were created by authors of colour; to determine whether this number has risen over the years, and to pinpoint any patterns and anomalies that emerge over the time period.
Introduction and Background
'Diversity' [or lack thereof] has become a buzzword in the Anglo-American book publishing industries. It is used to describe an industry that is dominated by white, middle-class, able-bodied, cisgendered, heteronormativity (in its workforce, authors, and characters) [1, 15, 19, 21, 34] . The We Need Diverse Books project defines 'diversity' as: "all diverse experiences, including (but not limited to) LGBT-QIA, Native, people of color, gender diversity, people with disabilities, and ethnic, cultural appropriation, and stereotyping in the past. In the YA market, for example, American Heart by Laura Moriarty received numerous criticisms for its white saviour narrative and the book lost its Kirkus star as a result of an online campaign [17] . Similarly the publication of When We Was Fierce by E. E. Charlton-Trujillo and The Continent by Kiera Drake were postponed after readers complained the books perpetuated negative stereotypes [12] . One way to combat this is to encourage and support Own Voice authors. 3 The idea of minoritised authors writing minoritised characters is not a new concept: Walter Dean Myers outlines how in the 1960s, "the publishing industry was talking seriously about the need for books for blacks. Publishers quickly signed up books on Africa, city living and black heroes. Most were written by white writers". The problem, according to Myers, and it is one that still exists today, is that "the industry claimed that there were simply no black authors interested in writing for children" [27] .
The narrative that there are just are not enough authors of colour writing is one that is used to explain their lack of inclusion in the publishing industry; however, numerous authors of colour have countered this, saying that they have struggled to get agents or, if they do have agents, publishing deals [1, 2, 6, 29] . In particular, many authors of colour felt pressured to write identity books-i.e. books that reflected their ethnic or cultural heritage or to draw upon cultural stereotypes-in order to be, or continue being, published [20, 21, 29, 34, 37] . These books often had to cover topics such as "racism, colonialism or postcolonialism as if these were the primary concerns of all BAME people" in order to be published [21] . In addition to the pressure to be a spokesperson for their particular community, many authors of colour felt tokenised or fetishized by the publishing industry [21, 29] . Not only do many authors of colour have to ensure that their writing, according to the Jhalak prize as quoted in [6] , "fulfils a romantic fetishisation of their cultural heritage" but the subsequent marketing of their books, and media coverage, can, according to Saha [32, p. 11] , also "racialize" them and their books [4, 6, 18, 32, 36] . This article will not explore the author of colour-publisher relationship; however, it will note some previous studies, which discuss the implications of what Squires [37] describes as the "diversity deficit" in the publishing workforce [20, 21, 37] .
Although this introduction provides only a snapshot of ethnicity in book culture, these discussions highlight the imbalance of cultural output in the Anglo-American publishing industries. This results in an inequality of production with serious cultural consequences. This paper will investigate what percentage of titles published in the time period of 2006-2016 were created by authors of colour; to determine whether this number has risen over the years, and to pinpoint any patterns and anomalies that emerge over the time period, in conjunction with discussions surrounding the lack of 'diversity' in children's and YA books. In 2016 Janet Smyth, Director of the Edinburgh Book Festival's Children's programme, described YA as, "the major publishing creation of the last decade" with sales increasing from 2006 [13] . As such, this time period warrants investigation. This paper is a complementary piece to a forthcoming book, which explores these issues in more depth through interviews with British YA authors of colour [29] . This paper does not purport to explain why structural inequalities exist in the publishing industry; however, it will provide data to evidence that they do exist.
Methodology
In order to better understand what books by YA authors of colour are available in the UK, a corpus of relevant titles were identified and collected on the basis of the British Library's British National Bibliography (BNB) database. The metadata team at the British Library provided a database of all books tagged with the phrase 'Young adult fiction', published between January 2006 and December 2016. This database contains 13,505 records: this was reduced to 8593 after the names of editors, illustrators, authors that were dead at the time of [first] publication (during the 2006-2016 time period), and comic book and graphic novel authors were removed.
Comics and graphic novels were not included in this list because of the multiple contributors involved in this type of publication. However, it is interesting to look at representation in comics and graphic novels. Comics and graphic novels have a history of misrepresenting 'diverse' characters and reinforcing stereotypes, although this has changed in recent years. However, they also have the potential to breakdown stereotypes and boundaries. Royal suggests that, "Because of its foundational reliance on character iconography, comics are well suited to dismantle those very assumptions that problematize ethnic representation, especially as they find form in visual language. They can do this by particularizing the general, thereby undermining any attempts at subjective erasure through universalization" [31, p. 9 ]. Royal argues that readers can project themselves more easily onto less detailed illustrations of characters irrespective of ethnicity, gender, etc. As such, comics and graphic novels have the potential to introduce 'diversity' to young readers in a less prescriptive, and more accessible, way. Consequently, this is a research area that warrants further study. This research focuses on print/volume titles only: so other formats (e.g. online resources and audio books) were removed but these titles were, typically, available in print format too. The metadata did not include information such as author sex/ gender identity, ethnicity, and nationality, or the type of publisher (i.e. conglomerate, independent, or self-published). This additional information was identified through digital and printed paratextual, mostly epitextual, information (e.g. publisher and author websites, author interviews in print and online media, author information on book covers etc.). Authors were segmented by their sex/gender identity, ethnicity, 4 and nationality. The data was then coded and analysed. This provided statistical 
Database Analysis

Findings and Discussion
The following is based on YA Fiction print titles written by authors who were alive at the time of first publication and in which that publication occurred in the UK between 2006 and 2016. The analysis will focus on three main areas: all of the titles published (including the various editions of a single title); unique titles published (removing all of the different editions); and individual authors (removing the different titles). since 2015 and dropped to 682 titles being published in 2016. It was during this peak period (2012-2014) that many bestselling novels 6 were either first published or reissued to coincide with film adaptations or prize wins. 7 Additionally, a number of other, high-profile, authors published (or republished) prolifically during this period (i.e. five books or more), showing that these years were fruitful for YA. 8 There were 6461 unique titles published from 2006-2016, which is 75% of all the titles published. This means 25% of all the titles published in this period were different editions of original work. Again, 2011-2014 saw the most activity, in terms of new titles being published. Although none of the 'blockbuster' authors-e.g. Stephenie Meyer, Suzanne Collins, and John Green etc.-were particularly prolific during this period, many bestselling or midlist authors published a plethora of titles. In particular, and in reflection of all of the titles being published, sixty-four authors published five or more unique titles between 2011 and 2014. 9 As we can see, from footnote 9, midlist authors, in particular, were responsible for the growth of YA output during this period. Additionally, conglomerate publishers published the majority (57%) of the YA titles in 2006-2016: 40% of all titles were published by independent publishers, and 2.5% were self-published. 
A Picture of YA Authorship
White, cisgendered, female authors dominate YA in the UK. Although being part of this demographic does not mean that authors will write main characters of the same demographic automatically, this study found that YA, especially bestselling YA, typically feature protagonists who are white or ethnically ambiguous, cisgendered, and heterosexual. A breakdown of demographics, such as gender identity, ethnicity, nationality etc. shows how YA authorship has changed over the time period.
Sex/Gender Identity
YA has, traditionally, favoured women readers and authors such as Michael Cart, quoted in Lipsyte [26] , surmises that: "In a commercially driven publishing environment, the emphasis is currently on young women" [25, 26] . This research confirms these suspicions and demonstrates that the number of male YA authors has fallen still, since Cart made this statement. Cis and trans, but predominantly cis, women authors dominated year upon year in all of the titles published during this period. 10 The 8593 (64%) titles were predominantly written by cis and trans women 11 10 At this juncture it is important to note that trans women and trans men authors were only marked as such when they self-identified. Only three authors did self-identify. Additionally one author, Juno Dawson published under her 'dead name' during this time period. 11 There is only one trans woman included in this.
Publishing Research Quarterly (2018) 34:385-406 and men wrote 35% of the titles. In fact, cis women wrote 5501 (64%) of the titles:
showing that cis women dominate the YA market. 12 The highest was in 2013 when 69% of all of the titles, including different editions, were written by women in comparison to 31% written by men (Fig. 5) . The share, however, does remain relatively steady, oscillating between 59% (2006) and 69% (2011). However, the number of titles written by men never exceeded 40%. Although female authors dominated throughout this time period, male authors were better represented in 2006 (39%) than in any other year. Things have gotten worse for male authors: in 2016 they only published around a third of all titles. When compared to the individual titles, we can see that female authors are publishing more unique titles than their male counterparts: two-thirds of all unique titles were published by cis and trans women in comparison to a third of titles published by cis and trans men (Fig. 6) . Additionally, the unique authors follow the same breakdown: two-thirds (1792 authors) are women and a third are men (901 authors). Like all titles (including different editions), men fared better in 2006 (36.5%) than in any other year. They were least well represented in the 2011-2014 time period, and in 2016 (Fig. 6) . In 2013, 71% of the unique titles published were written by women, and although this has reduced slightly since; titles by female authors still outnumber male authors, on average, around two to one. While this may come as no surprise to YA scholars and commentators, these statistics can strengthen arguments that this field of literature does not cater to male readers [26] . Lipsyte [26] argues that many of the clichés surrounding male readers-e.g. they prefer non-fiction and do not read books with female protagonists-are true. This is further compounded by a survey on Goodreads, which found readers prefer authors of their own sex: this is the reason that Joanne Rowling changed her name to the more gender neutral J. K. Rowling [10, 11] . Additionally YA can improve the reading ability of male adolescents, particularly reluctant 12 Fewer than 1% of titles were written by authors without gender identity information and 0.02% were written by a male-female writing team.
readers [3] . Consequently, the publishing industry faces losing male readers when they are teenagers if they do not produce books with a wider appeal.
Nationality
Commentators have long speculated that English language YA "disproportionately take place in the US and UK" [16] . This research confirms this is the case in the British YA market. Anglo-American authors dominated the YA market during this time period: out of all of the individual authors 43% were American and 47% were British ( . If we look at the titles published in 2014, the peak year, it is clear that the numbers were bolstered by several authors, who were particularly prolific in this year, publishing three or more books. 14 This study found that the representation of authors of colour has decreased since it peaked in 2007-2008, despite conversations about 'diversity' in the publishing industry, and the subsequent rise in 'diversity' initiatives [1, 2, 19, 28, 35, 37] . Fewer authors of colour were published in 2016 than 2006: nearly half as many were published in 2016 (4.79% of all authors) than in 2006 (8.7% of all authors). Authors of colour were best represented in 2008 when they accounted for 17% of all authors, as outlined above, there has been a decline ever since.
White female authors were in the majority (59%: 1595 authors) followed by white male authors (31%: 841 authors). Although only 6% (170) of the YA authors were women of colour, men of colour fared the worst: only 1.7% (46) of all of the YA authors were men of colour. Male authors of colour also accounted for only 1.4% of the unique titles. Female authors were more likely to be of colour than male authors: 9.5% of the female authors were of colour in comparison to 5% of male authors. Additionally authors of colour were less likely to be male than their white counterparts: 78% of authors of colour were female in comparison to 65% of white authors, and only 21% of authors of colour were male in comparison to 35% of their white counterparts. It is clear from these statistics that there is a scarcity of male YA authors of colour: something that is also mirrored in the adult fiction market [2] . The most published group were white, American, female authors: 42% of all authors were from this group. 15 Additionally, American authors were also more likely to be of colour: 11% of the American authors were of colour in comparison to 3% of the British authors. This could be because they have already proved the surety of their sales in the American market. American authors of colour were better represented than their British counterparts: 132 (61%) of the authors of colour were American, while only 40 (18.5%) were British (Fig. 12) . This means only 1.5% of all the Table 5 , British authors of colour were less well represented, amongst British authors, in 2016 than they were in 2006 (Fig. 13 ). The reason for the peak is again the productive nature of two key authors: Bali Rai and Malorie Blackman, who published seven (all editions) and four titles, respectively, in these 2 years. This means the 'burden of responsibility'-a concept that is explored further in the partner book-falls upon the shoulders of two experienced authors. When looking at what backgrounds the forty British authors were from, it was, predominantly, either Black British (17 authors: 42.5%) or Asian British, from Indian subcontinent (12 authors: 35%). Although a fifth of the authors had mixed heritages (8 authors: 20%).
Authors of colour were more likely to publish with conglomerates, and less likely to self-publish and publish with independent publishers, than their white counterparts: 58% of titles written by authors of colour were published by conglomerates in comparison to 53% of white authors; 41% of titles by authors of colour were published by independents in comparison to 43% of white authors; and 1% of titles, 
Bestsellers List Analysis (2006-2016)
When compared to the twenty bestselling YA titles in 2006-2016, based on Nielsen sales data, authors of colour were not as well represented in bestselling titles (including duplicates) than in all YA output during this period (Table 6 ). Only one (5%) of the top 20 bestselling YA titles in the UK between 2006 and 2016 was by an authors of colour: Noughts and Crosses by Malorie Blackman, which was the 19th most popular book. This is lower than the number of all YA titles published in the UK where 7% were by authors of colour. However, authors of colour were better represented in terms of the individual authors being published. The top twenty titles were written by seven authors-five women and two men-however, two authors dominated the list (70% of all titles): Stephenie Meyer had eight titles on the list-all different editions and various spin offs of her Twilight series-while Suzanne Collins had six titles, all different editions of her Hunger Games series. As noted above, Malorie Blackman was the only author of colour on the list, which meant that 14% of all of the top twenty bestselling authors were of colour. This is significantly more than the overall individual authors published during this period: 8% of all unique authors were of colour. American authors dominate the bestseller list (taking all of the top ten spots) moreso than the overall output: four American authors (57%) and three British and Irish authors (43%). All titles were published by some of the biggest publishers in the UK: the Big Five published nineteen of the titles. Neither white nor authors of colour are obliged, or limited, to write protagonists that reflect their ethnic or cultural heritage; however the bestselling books did reflect the white, able-bodied, heteronormativity of the authors. Ninety percent (18) of the bestselling YA titles of 2006-2016 feature white, heterosexual, able-bodied, cisgender main protagonists (human or otherwise). Only Noughts and Crosses: Book 1 (the 19th most popular book) and The Eldest Book Two: The Inheritance Cycle (the twentieth most popular book) featured people of colour as the main protagonists. than authors of colour [14] . If we take this figure into account, YA authors of colour were less likely to be on the bestseller list than authors of colour that wrote literary fiction. This aligns with a 2015 survey, which had more literary fiction author respondents than the more mass-market genres [21] .
Conclusion
As noted in the introduction, the main purpose of this paper is to provide statistical evidence to support arguments about the lack of authors of colour being published in the UK publishing industry. YA, in the UK, has flourished since 2006; however, in recent years the sector has contracted after a particularly vibrant period in 2010-2014. This period also saw bestselling books-such as the Twilight and Hunger Games series-being adapted into blockbuster films: indicating the lucrative, mass-market appeal of this field of literature. Although there were more unique titles published in 2016 than in 2006, this study found that those titles were written by a smaller selection of authors: the majority of whom came from one particular demographic. This research found that white, Anglo-American female authors dominated this field of literature but female and male authors (particularly British) of colour did not fare so well over the years. Male authors of colour were particularly poorly represented, and account for both a very small percentage of the titles published and the number of authors being published. There are many reasons that contribute to this dearth of authors of colour-for example, structural inequalities, unconscious biases in the publishing industry, the struggle to earn a living as an author, and (ironically) the lack of author role models etc.-which will be explored further in the complementary book [29] . This article will not offer any practical solutions to this problem it simply provides evidence that the publishing industry is, at least in part, responsible. It is important to note that the situation is, despite the spate of diversity initiatives (aimed at authors and publishing professionals), worsened for YA authors of colour: they accounted for fewer titles in 2016 than they did in 2006. Consequently, the publishing industry needs to engage in more sustainable action, rather than discussions, to help shift the entire publishing culture, which is clearly outdated for, and not reflective of, the communities it serves. Until this happens, these dire statistics will not change significantly.
